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One of America's greatest composers and former BU School of Music 
professor, Lukas Foss, has passed away. Lukas Foss's impact on American 
music will be felt for generations to come. Lukas was a shining light for 
American music. As a pianist he could define a new piece, like Bern' n s 
Age of Anxiety, or show us a new side of an old Bach concerto or a Iv. zart 
minuet. As a conductor he offered provocatively innovative programs. As 
a composer he went everywhere, and his art is everything: serious and full 
of humor, derivative and original , old and new. What it is not is predictable, 
comfortable; he spoke as a musical contrarian. He challenged his students, 
and they loved him for it. The best of them learned from the example of his 
independent spirit and open outlook even more than from his critiques. All 
this was accomplished with a wry spirit and a hint of mischief. We have 
missed his presence here, and we are deeply privileged to have known him. 
In homage and remembrance, we dedicate this concert to him. 
-Richard Cornell 
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GUSTAV HOLST Egdon Heath, op. 47 
BENJAMIN BRITTEN Four Sea Interludes, from Peter Grimes, op. 33a 
EDWARD ELGAR 
Dawn 
Sunday Morning 
Moonlight 
Storm 
-Intermission-
Symphony No. 2 in E-flat, op. 63 
Allegro vivace e nobilmente 
Larghetto 
Rondo (Presto) 
Moderato e maestoso 
DAVID HOOSE conductor 
David Hoose is a professor of music in the School of Music at Boston University, where 
he is Director of Orchestral Activities. He has been Music Di rector of the Cantata Singers 
and Ensemble since 1984, and has been Music Director of Collage New Music since 1991. 
For eleven years, Professor Hoose was also Music Director of the Tallahassee Symphony 
Orchestra . 
Professor Hoose is the 2008 recipient of Choral Arts New England 's Alfred Nash Patterson 
Lifetime Achievement Award, whose former recipients include Craig Smith, Donald Teeters, 
Lorna Cooke De Varon, Blanche Moyse, Daniel Pinkham, and Elliot Forbes. He is also the 
recipient of the 2005 Alice M . Ditson Conductors Award, given in recognition of exceptional 
commitment to the performance of American music, and whose past recipients include 
Leonard Bernstein, Andre Previn, Eugene Ormandy and Leopold Stokowski . During his 
tenure with the Tallahassee Symphony Orchestra, the city of Tallahassee declared a week to 
be named after him in recognition of his contributions to the cultural life of the region . As 
a horn player and founding member of the Emmanuel Wind Quintet, he was a recipient of 
the Walter W. Naumburg Award for Chamber Music, and he was the recipient of the Dm'tri 
Mitropolous Award for his work at the Tanglewood Music Center. 
Under Professor Hoose's leadership, Collage and Cantata Srngers have given hundreds of 
premieres and have been active commissioners of dozens of new works, including music by 
John Harbison, Peter Child, James Primosch, Andre lmbrie, Earl Kim, Stephen Hartke, Donald 
Sur, T.J. Anderson, Lior Navok, and Andy Vores. His recordings with these two organizations 
include music of Charles Fussell, Seymour Shifrin, Irving Fine, Ezra Sims, Child, Sur, Harbison 
and others; his recording with Collage of Harbison's Mottetti di Monta/e, for New World Re-
cords, was a 2005 Grammy Nominee for Best Performance by a Small Ensemble. His other 
recordings appear on the Koch, Nonesuch, Delos, CRI and Gun Mar labels. 
He has conducted the Chicago Philharmonic, Singapore Symphony Orchestra, Saint Louis 
Symphony, Utah Symphony, Korean Broadcasting Symphony (KBS), Orchestra Regionale 
Toscana (Florence), Quad Cities Symphony Orchestra, Ann Arbor Symphony, Opera Festival 
of New Jersey, and at the Warebrook, New Hampshire, Monadnock and Tanglewood music 
festivals. In Boston, he has appeared as guest conductor with the Boston Symphony Cham-
ber Players, Handel & Haydn Society, Back Bay Chorale, Chorus Pro Musica, and numerous 
times with both Pro Arte Chamber Orchestra and Emmanuel Music. He has also conducted 
Auros, ALEA Ill , Dinosaur Annex, Fromm Chamber Players, and the Brandeis Contemporary 
Players, the last of which he was the founder. 
Professor Hoose has several times been guest conductor at the New England Conservatory, 
and has conducted the orchestras of the Shepherd School at Rice University, University of 
Southern California, and the Eastman School. For the past three summers, he has been a 
faculty member at the Rose City International Conducting Workshop, in Portland, Oregon. 
Conductors whom he has mentored at Boston University now serve in a wide variety of 
distinguished conducting positions, from music directorships of college and youth orches-
tras, assistant and associate conductors of major U. S. orchestras, to music directors' f 
professional orchestras and opera compan ies. 
PROGRAM NOTES 
by David Hoose 
GUSTAV HOLST 
Egdon Heath, op. 47 
Gustav Holst composed Egdon Heath (1756-1791) for two flutes, two oboes, English horn, 
two clarinets, two bassoons, contrabassoon, four horns, three trumpets, three trombones, 
tuba, and strings. In the spirit of practicality espoused by Holst (as well as others, including 
Vaughan Williams), the composer indicates that the second oboe, contrabassoon, third and 
fourth horns, third trumpet and tuba may be dispensed with, their parts being cued in other 
instruments. This performance, however, uses the full instrumentation, including the request-
ed "large body of Strings." The ·work requires neither harp nor percussion of any sort. 
When Gustav Holst completed his tone poem Egdon Heath in 1927, he considered it 
his best composition. Seven years later, at the end of his short life, he still considered 
iL .· e top of his efforts-even in light of his Choral Hymns from the Rig Veda, The 
H}. . of Jesus, St. Paul's Suite and-of course-his enormously appealing The Planets. 
Egdon Heath was Holst's most honest voice-unpredictable, experimental, evocative, 
imaginative, and uncompromising. It is music that builds few expectations and then 
turns away from what ones have crept in. The music is comfortingly cold, gratifyingly 
disjunct, and at ease with what his daughter Imogen called Holst's "denial of ease." Of 
the numbers of non-German tonalists composing through the first half of the twenti-
eth century, only Jean Sibelius, in his bizarre Pohjola's Daughter, may have produced as 
strange a piece as Egdon Heath . Except perhaps Holst himself, in his 1930 composition 
for military band, Hammersmith. 
Inspired by the opening chapter of Thomas Hardy's Return of the Native, as well as by a 
walking tour that took him over Wareham Heath (called Egdon by Hardy), Egdon Heath, 
without being specifically pictorial, captures the bleak air of the muted countryside, 
the embrace and safety of solitude. The pertinent lines from Hardy are inscribed at the 
head of the score: 
A place perfectly accordant with man's nature, neither ghastly, hateful, nor 
ugly; neither commonplace, unmeaning, nor tame; but, like man, slighted and 
enduring; and withal singularly colossal and mysterious in its swarthy 
monotony! 
Holst wrote that, at the first performance, the very soft and meandering bass line (what 
other piece begins with such an extended and exposed solo for the double basses?) 
was entirely drowned out by an audience unaware that the piece had even begun . Its 
first French performance, a year later, conducted by the composer, was greeted with 
bar 'lancis Toye, music critic and author of books on Rossini and Verdi , wrote that 
"Eg. ,/Heath can scarcely be said to have been born at all, so deficient was it in vitality. 
This aridity is very curious in a composer who started his career with such exuber-
ance .... " And even Holst's wife Isobel pleaded with a friend, "Oh dear, Sir Hugh, how I 
wish you could stop Gustav writing more music like this, and get him back to his old 
style." "His old style" was comforting, indeed-that of The Planets' "Jupiter," or even 
his tiny seasonal cantata Christmas Day-but Holst's search for his voice was realized 
in the very music that some could not comprehend . The danger of success lurks, and 
Holst himself began to resent the popularity of The Planets (as Stravinsky became an-
noyed when people wanted him to write another Firebird.) 
The unblended colors of Egdon Heath, its whining counterpoint, the lonely procession-
als to nowhere, piercing harmonies, the melancholy and short lived dance, the rarefied 
textures, a lonely trumpet call, and the closing question-strangely satisfying though it 
is-must have made the music tempting to ignore or even to disdain. But Holst's faith 
was well placed. Egdon Heath is his truest music, a modestly magnificent work of a 
most imaginative and original composer, and it cannot be dismissed so easily. 
BENJAMIN BRITTEN 
Four Sea Interludes, from Peter Grimes, op. 33 
The orchestra for the opera Peter Grimes, by Benjamin Britten (1913-1976), comprises . ~ 
flutes (both doubling piccolos in the "Storm"), two oboes, two clarinets (one doubling £-flat 
clarinet), two bassoons, contrabassoon, four horns, three trumpets (two in C, and the third, in 
many ways the most prominent of the three, in D), three trombones, tuba, harp, timpani, and 
percussion that includes side drum, bass drum, cymbals, gong, xylophone, bells in £-flat and 
B-flat (terrifying in "Sunday Morning"), and tambourine. The Four Sea Interludes are scored 
for the same instrumental ensemble as the opera. 
Benjamin Britten composed his first large and now best-known opera, Peter Grimes, 
on invitation from Serge Koussevitsky, who had conducted the composer's Sinfonia 
do Requiem in Boston in 1942. Britten worked on it in 1944 and 1945, and it was first 
performed in 1945 in England; the commissioning fee to the composer was $1000. 
The opera's extended passages for orchestra, more than mere scene changes, were 
significant enough in scope and import that the composer excerpted them for concert 
performance; these movements have received countless performances and are, conse-
quently, much more familiar than the opera from which they are drawn. 
Four instrumental excerpts appearing under the title, Four Sea Interludes (a fifth more 
extended interlude, Passacaglia, is also performed in concert), give views of a bleak, 
windswept east coast English fishing town: the still, grey dawn, waking gulls and rising 
tide; the brilliant sunshine of a Sunday morning rung with clangorous bells; the moon's 
faint light, its powerful pull on the tides, and the sharp point of starlight refracted on 
the water; and a violent storm that is the inevitable force in any cold ocean village. 
But these four interludes reach well beyond mere impressionism to vivid images of a 
troubled village and a tormented soul. Beneath the surface of the opera's restrait' ~-1 , 
prelude, "Dawn," hides a terrifying emotional desolation from which only anguis · 
pain must emerge. For all the unbreathing stillness, forces not yet unleashed, the in-
exorable power of history-natural and human-loom. For all the apparent jubilation of 
"Sunday Morning," its peak of excitement plunges into a world capable of righteous 
hysteria-our own Salem Witch Trials and House Committee on Un-American Activi-
ties come to mind. When it passes, a lonely bird flits about aimlessly. "Moonlight," the 
most original of all the music, suggests the forces of the moon on the water, the waves 
rolling slowly in and out. But as the waves grow, they moan as a tortured and convul-
sive soul swept up in overwhelming forces. The last of the interludes (though not last in 
the opera), "Storm," describes the unleashed violence of nature with a musical vivid -
ness matched only by La mer of Claude Debussy, and The Sea of Britten's teacher, Frank 
Bridge. The crashing waves, however, swallow up more than the coastline; the storm 
foments between the townspeople and Grimes, a mind tormented into a fog. 
Britten's ear for the well-gauged musical gesture, the precisely heard and felt har-
mony, the perfectly timed pause, and the myriad shades of muted color, is unerring. 
The listener cannot help but be swept up in the visual physicality of the scenes. But, 
even without knowing anything of the strife-ridden story, the listener would also have 
little difficulty imagining that beneath the surface, and sometimes erupting out of it, 
a troubling human drama-here of angry town swept up in its own fears, prejudices 
and hate-is playing out. Even in the qu ietest moments, there is no safety, and Peter 
Gr; ·ls's tormented plea is never far away, "What harbour shelters peace away from 
fa }laves, away from storms! " 
EDWARD ELGAR 
Symphony No. 2 in E-flat, op. 63 
Edward Elgar (1857-1934) composed only two symphonies; both are quite grand in scope and 
orchestration. The First Symphony in A-flat (performed by the Boston University Symphony 
Orchestra in 2005) is approximately fifty minutes long, and the Second, yet a few minutes 
longe r. The orchestration of the £-flat Symphony includes three flutes (the third doubling 
on piccolo), two oboes, English horn, £-flat clarinet, two soprano clarinets, bass clarinet, 
two bassoons, contrabassoon, four horns (although Elgar suggests that the section could 
be enlarged), three trumpets, three trombones, tuba, two independent and important harp 
parts, timpani, snare drum, cymbals, bass drum and tambourine. The first performance of this 
symphony, given in 1911, employed an orchestra of 130; this performance uses a somewhat 
more modest orchestra of ninety-nine musicians. 
"Rarely, rarely comest thou, Spirit of Delight!" In inscribing these brief words of Percy 
Bysshe Shelley at the close of the manuscript of his Second Symphony, Edward Elgar 
revealed something essential and, at the same t ime, distorted something crucial about 
the symphony's nature. Indeed, the entire symphony is shot with an irrepressible life 
force, "the passionate pilgrimage" of a soul, as the composer called it. He "bubbl[ed] 
from the spring with in him" while he was composing it; little music before or since 
sustains such abandon. After the incredible pull of a huge slingshot, the first movement 
c·atapults into the middle of an enormous paragraph of breathless and irrepressible 
exuf-<>- ance. Such energy should be hard to mainta in, but page after page (especially of 
tht movement) finds fresh strength to reach toward greater heights of joy. 
But the Second Symphony is also pulled by opposing life forces, ones not at all revealed 
in those few words by Shelley. In fact, those are but the first two lines of a rich and 
subtle poem, Invocation, the entirety of which was Elgar's locus. 
Rarely, rare ly, comest thou, 
Spirit of Delight! 
Wherefore hast thou left me now 
Many a day and night? 
Many a weary night and day 
'Tis since thou art fled away. 
How shall ever one like me 
Win thee back again? 
With the joyous and the free 
Thou wilt scoff at pa in. 
Spirit false! thou hast forgot 
All reproach thou wilt not hear. 
Let me set my mournful ditty 
To a merry measure, 
Thou wilt never come for pity, 
Thou wilt come for pleasure, 
Pity then will cut away 
Those cruel wings, and thou wilt stay. 
I love all that thou lovest, 
Spirit of Delight! 
The fresh Earth in new leaves drest, 
And the starry night; 
Autumn evening, and the morn 
When the golden mists are born. 
I love snow, and all the forms 
Of the radiant frost: 
I love waves, and winds, and storms, 
Everything almost 
Which is Nature's, and may be 
Untainted by man's misery. 
I love tranquil solitude, 
And such society 
As is quiet, wise and good; 
Between thee and me 
What difference? But thou dost possess 
The things I seek, not love them less. 
love Love-though he has wings, 
And li ke light can flee, 
But above all other things, 
Spirit, I love thee-
Thou art love and life! 0 come, 
Make once more my heart thy home. 
J 
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home of E-flat major, and the music turns aggressive. As it relents, music reminiscent 
of the triple meter funeral march in Brahms's Ein deutsches Requiem appears-still more 
ghosts. Gradually the procession fades, and the opening material gently returns. 
In this return of the main material, the music reaches its tremendous, glorious peak and 
then slowly turns inward toward the most deeply felt memories. The first movement's 
boisterous opening- the idea that had cut through the entire symphony-is now 
recalled, but here in quiet, slow motion, and feathery scales flutter up like restless birds 
at dusk. The music grows still and rest is near. Then the music begins to glow in intense 
oranges, like the sun setting over the ocean, burning low in the sky. The sun hovers, 
then suddenly falls below the horizon, leaving the universe aglow. 
The undiluted optimism of Elgar's First Symphony had been an astounding success; 
in its first year alone, the symphony was performed over 100 times. The Second 
Symphony, though eagerly anticipated, was greeted with a warmth that nonetheless 
lacked the earlier overt enthusiasm. Perhaps the more muted response came from the 
fact that the music eschewed any rousing fin ish, or perhaps from the challenge of its 
g· er emotional complexity, or even perhaps because of those misleading two lines 
c: elley that led the audience to expect music of undiluted gaiety. Or perhaps it was 
the fact of a changing musical world, one that would soon be hearing Le sacre du print-
emps and Pierrot lunaire; Edward Elgar was becoming the older musical generation. But 
possibly it was Elgar's unknowing prescience about more than just a changing musical 
world, but a changing world . A war that would engulf the world, a European depression, 
and the final dissolution of the British Empire were not so far away; the coming turmoil 
was already an undercurrent. Perhaps the audience didn't want to know what Elgar 
didn't know he knew. But we now know where it leads. Today, we can fully share in this 
symphony's complex voice as well as in the embracing spirit it suggests, the "passion-
ate pilgrimage" of a soul. 
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Tunman Ho 
Yi-Ju Lin • 
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Molly Walker# 
Thomas Weston 
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Molly Walker 
Bass Clarinet 
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Cheng Ma * + 
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Jeremy Moon 
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BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
Wednesday, February 18, 7:30pm BUTI Benefit Concert 
Solo and chamber performances by BUTI faculty artists 
For more information and tickets visit 
http://www.bu.edu/cfa/music/tanglewood/concert 
Tsai Performance Center 
Thursday, February 19-22, 7:30pm 
Monday, February 23, 7:30pm 
Tuesday, February 24, 7:30pm 
Therese Raquin 
WILLIAM LUMPKIN conductor 
JIM PETOSA stage director 
BU Theater Mainstage 
Faculty Recital 
KETTY NEZ piano 
PETER ZAZOFSKY violin 
CFA Concert Hall 
Boston University Wind Ensemble 
DAVID MARTINS conductor 
TERRY EVERSON trumpet 
Tsai Performance Center 
Thursday, March 5, 7:30pm Boston University Symphony Orchestra 
BORODIN In Central Asia 
BARTOK Dance Suite 
SHOSTAKOVICH Symphony No. 5 in D minor 
DAVID HOOSE, EARLY RANEY, ZACHARY BRUNO conductors 
Thursday, March 19, 7:30pm · 
Tsai Performance Center 
A Celebration of Beethoven · 
Featuring student performances of 
piano and chamber works for piano 
Tsai Performance Center 
For more information on our events, please contact the School of Music office at (617) 353-3341 . 
Sign up for the CFA E-calendar at www.bu.edu/ cfa/ events 
CFA Concert Hall, 855 Commonwealth Ave. 
Tsai Performance Center, 685 Commonwealth Ave. 
BU Theatre Mainstage, 264 Huntington Ave. 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
Founded in 1873, the School of Music combines the intimacy and intensity of conserva-
tory training with a broadly based, traditional liberal arts education at the undergradu-
ate level and intense coursework at the graduate level. The school offers degrees in 
performance, composition and theory, musicology, music education, collaborative 
piano, historical performance, as well as a certificate program in its Opera Institute, 
and artist and performance diplomas. 
In 1954, the College of Fine Arts was created to bring together the School of Music, 
along with two new entities: the School of Theatre and the School of Visual Arts. The 
University's vision was to create a community of artists in a conservatory-style school 
offering professional training in the arts to both undergraduate and graduate students, 
complemented by a liberal arts curriculum for undergraduate students. Since those 
early days, education at the College of Fine Arts has begun on the BU campus and ex-
tended into the city of Boston, a rich center of cultural, artistic and intellectual activity. 
Boston University, founded in 1839, is an internationally recognized institution off 
education and research. With more than 30,000 students, it is the fourth largest 
independent university in the United States. BU contains 17 colleges and schools, 
along with a number of multi-disciplinary centers and institutes that are central to the 
school's research and teaching mission. 
COLLEGE OF FINE ARTS ADMINISTRATION 
Walt Meissner, Dean ad interim 
Andre de Quadros, Director, School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts 
Patricia Mitro, Senior Assistant Dean, Enrollment Services 
Stephanie Trodello, Assistant Dean, development and Alumni Relations 
John Amend, Assistant Dean for Finance and Administration 
Ellen Carr, Executive Director of External Relations 
Chris Santos, Director of Development and Alumni Relations 
Jean Connaughton, Public Relations/ Marketing Associate 
Colleen Walsh Powell, Alumni Officer 
Molly Hirsh, Development and Alumni Relations Associate 
FRIENDS OF SCHOOL OF MUSIC 
Friends of the School of Music are a select group of people who, through their annual contributions, believe in 
the importance of supporting gi~ed student musicians through their educational activities, events, programs, 
and performances. We invite you to join the Friends of the School of Music at the College of Fine Arts and help 
support the talented young artists of Boston University. 
The College thanks the following donors for their generous support during the 2007-2008 fiscal year. 
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Santos, Director of Development and Alumni Relations, Boston University College of Rne Arts, 855 Commonwealth Avenue, Boston, 
MA 02215, at 617-353-2048 or ccsantos@bu.edu. 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
STRINGS Renee Krimsier flute HISTORICAL MUSIC EDUCATION 
Steven Ansell viola * Kai-Yun Lu clarinet PERFORMANCE Richard Sunbury * 
Edwin Barker double bass* Don Lucas trombone * A ldo Abreu recorder Bernadette Colley • 
Cathy Basrak viola Richard Menaul horn Sarah Freiberg Ellison Diana Dansereau • 
Bonnie Black pedagogy • Suzanne Nelsen bassoon cello Andre de Quadros * 
Lynn Chang violin Craig Nordstrom, clarinet Laura Jeppesen Jay Dorfman * 
Jules Eskin cello Elizabeth Ostling flute viola da gamba Andrew Goodrich• 
Edward Gazouleas viola Ken Radnofsky saxophone Christopher Krueger Patrick Jones • 
Raphael Hillyer viola Richard Ranti bassoon Baroque flute Ron Kos * 
Marc Johnson cello Thomas Rolfs trumpet Catherine Liddell lute Warren Levenson 
Bayla Keyes violin * Mike Roylance tuba Martin Pearlman Sandra Nicolucci * 
Michelle Lacourse viola • Matthew Ruggiero Baroque ensembles * Anthony Palmer 
Benjamin Levy double bass bassoon Robinson Pyle William Pappazisis 
Lucia Lin violin * Eric Ruske horn * natural trumpet Chris Parks 
Malcolm Lowe violin Robert Sheena Marc Schachman Evan Sanders 
Dana Mazurkevich violin English horn Baroque oboe Karen Snell 
Yuri Mazurkevich violin * Ethan Sloane clarinet * Jane Starkman John Wallace * 
lkuko Mizuno violin Jason Snider horn Baroque violin, viola 
John Muratore guitar Samuel Solomon Peter Sykes harpsichord • CONDUCTING 
George Neikrug cello++ percussion David Hoose • 
James Orleans double bass James Sommerville horn MUSICOLOGY Ann Howard Jones ' 
Leslie Parnas cello Linda Toote flute Richard Bun bury • David Martins 
Ann Hobson Pi lot harp Lee Vinson percussion Victor Coelho * Scott Metcalfe choral lit. 
Barbara Poeschl-Edrich Steven Cornelius 
harp PIANO Brita Heimarck * OPERA INSTITUTE 
Michael Reynolds cello * Jon.athan Bass Thomas Peattie * Judith Chaffee 
Rhonda Rider cello Anthony di Bonaventura * Joshua Rifkin • Phyllis Curtin ++ 
Todd Seeber double bass Maria Clodes-Jaguaribe * Andrew Shenton* Sharon Daniels • 
Roman Totenberg Linda Jiorle-Nagy Joel Sheveloff * Frank Kelley 
violin++ Boaz Sharon • Jeremy Yudkin * Ruth Benson Levin 
Michael Zaretsky viola William Lumpkin * 
Peter Zazofsky violin * COLLABORATIVE PIANO COMPOSITION Adam Mclean 
Shiela Kibbe • AND THEORY Jim Petosa 
WOODWINDS, BRASS, Robert Merfeld Brett Abigana Betsy Po latin 
and PERCUSSION Martin Amlin • Christien Polos 
Laura Ahl beck oboe ORGAN Deborah Burton * Jeffrey Stevens 
Ken Amis tuba Nancy Granert Richard Cornell * Nathan Troup 
Jennifer Bi ll saxophone Peter Sykes • Joshua Fineberg* Allison Voth * 
Peter Chapman trumpet Heather Gilligan 
Geralyn Coticone flute VOICE Samuel Headrick * STAFF PIANISTS 
Doriot Dwyer flute Michelle Alexander David Kopp• Michelle Alexander 
Terry Everson trumpet* Sarah Arneson • Rodney Lister* Eve Budnick 
John Ferrillo oboe Penelope Bitzas * Ketty Nez * Jodi Goble 
Richard Flanagan Sharon Daniels • John Wallace * Phil lip Oliver 
percussion Emma Dassori Steven Weigt * David Richardson 
Joseph Foley trumpet James Demler * Lorena Tecu 
Timothy Genis percussion Gary Durham Noriko Yasuda 
Ian Greitzer clarinet Simon Estes * 
Ronald Haroutounian Jodi Goble Department Chairs 
bassoon Phyl lis Hoffman * represented in bold 
John Heiss flute Frank Kelley 
Gregg Henegar bassoon Susan Ormont * full-time facu lty 
Jerrold Pope * 
Maria Spacagna ++Emeritus 

SCHOOL OF MUSIC ADMINISTRATION 
Andre de Quadros, Director, School of Music 
Mary P. Squiers, Executive Operations Officer 
Tracy Rider, Director of Admissions and Student Affairs 
Anthony Enslow, Executive Assistant 
SCHOOL OF MUSIC PRODUCTION DEPARTMENT 
J. Casey Soward, Manager of Production and Performance 
Diane Mclean, Stage Manager 
Shane McMahon, Recording Engineer 
Eric Roberson, Scheduling and Programs Coordinator 
Kris Sessa, Librarian 
Martin Snow, Keyboard Technician and Restoration 
Roberto Toledo, Head Recording Engineer 
College of Fine Arts www.bu.edu/cfa 
